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the broad opening of the theme of the fugal section sound a 
human note which is intensified by some chromatic warmth 
in the harmonies. The piece opens with two pages of well- 
connected melody over a strongly moving bass. The fugal 
statement in A major boldly intrudes an E natural after a 
full close in D flat major. Its theme is taken from the 
opening music, and a fugal episode is used to lead back 
without a break to the resumption. A highly effective Coda 
is made by developing the principal phrases of the work as 
a choral-vorspiel accompaniment to 'St. Anne.' The 
D for E in the twelfth bar of page 3 is a misprint that 
should be self-evident. 

Mr. Alec Rowley's ' Festal Prelude' is a very vigorous 
piece of music, abounding in bold diatonic passages, and 
with an effective mixture of chordal and scale work. The 
tuneful middle section is an excellent foil to the rugged 
main theme, which by the way is not the less festive for 
being in a minor key. The Prelude, which is only 
moderately difficult, would serve equally as a postlude or 
recital item. 

' The Latin Organist' aims at supplying music suitable for 
performance in the Roman Church-music, that is, in the 
spirit of the Papal rescript issued in 1903. Book II. 
contains Bach's short Prelude on 'Tonus Peregrinus,' a 
Prelude on 'Et in terra pax' by that old worthy, Georg B6hm, 
a Meditation on 'Pange Lingua' by Dr. F. E. Gladstone, 
a solemn Fughetta on the intonation to the Creed by 
Dr. C. W. Pearce, and six short Processional verses on ' Pange 
Lingua,' by William Sewell. All the music is of excellent 
quality, and as the various themes are familiar to members 
of the Church of England, the book might well appeal to a 
wider public than the compiler had in view. 

School of Velocity. For Pianoforte. By Charles Czerny, 
Op. 299. Edition Novello, No. IS. 

Gradus ad Parnassunt. For Pianoforte. By Muzio 
Clementi. Edition Novello, No. 15. 

Etudes. For Pianoforte. By J. B. Cramer. Edition 
Novello, No. I6. 

[Novello & Co., Ltd.] 

Not merely from a patriotic view will music-teachers 
welcome the opportune issue in a new English edition of 
three sets of famous Pianoforte Studies. The works are 
so clearly printed and excellently edited by Mr. Franklin 
Taylor that they should at once rank as the standard 
teaching edition. Taking them in the order of degree 
of difficulty we have first the ever-green School of 
Velocity ('Ecole de la Velocite'), by Czerny. Thirty Studies 
have been selected from the above, issued in one book, 
price 2s. 6d. complete, or in three separate books, price 
is. each. Next come twenty-four Studies selected from 
Clementi's celebrated 'Gradus ad Parnassum,' also in one 
volume, price 3s. net, or in four books, each Is. Finally, 
we have Fifty-six selected Studies by J. B. Cramer, in one 
volume, 4s. net, or in five books, each Is. net. 

It is a sign of the times that the titles and prices are given 
both in English and French, likewise the keys. The editor 
has revised the fingering where necessary; but he appears 
mostly to have adhered to the original. This is wise ; some 
of the fantastic alterations recently given in certain foreign 
editions may appeal to a few here and there; but probably 
the majority of teachers have not welcomed them. Needless 
to say the Universal Fingering, I 2 3 4 5, has been retained; 
to publish English pianoforte music with the erroneously 
so-called 'English Fingering' would absolutely debar it from 
circulation in any other country whatsoever. This fact alone 
should suffice to make patriotic music-teachers fall in line 
with their co-workers all the world over. It only remains 
to add that the selection of Studies has been done very 
judiciously. No attempt has been done to grade them; 
they are given in their original order, omitting those which 
are of least practical value. 

Correp ponbence. 
TO THE EDITOR OF 'THE MUSICAL TIMES.' 

SIR,-Opening my Musical Times for this month I 
observe an article by Mr. Corder. I glance at the opening 
of it, and see that Mr. Corder is about to oblige the 
company with a song. 'I sing,' he says, 'The Teacher'- 
much as the shoemaker might say, 'I sing Leather '; and a 
few lines further on, ' I sing the Minor Composer'-much 
as the milkman might announce, ' I sing the Cow.' ' Ah !' 
I said to myself, 'Mr. Corder is in a lyrical mood to-day; 
let me listen intently and respectfully to this vocal fantasia 
of his upon two original themes.' I listened: the 
performance was really a very good one. Now and then, 
it is true, a pinched falsetto note crept in among the manly 
chest tones of Mr. Corder; but then, who is perfect? And 
I fancied I could see how the one or two less pleasant notes 
came to be there: the idea of A CRITIC had occurred to 
Mr. Corder, and reduced him to a condition that is known 
in the nursery, I believe, as 'temps.' To suggest 'critics' in 
Mr. Corder's hearing is like saying ' cats-s-s-s' in the 
neighbourhood of a terrier: it brings on a brain storm- 
what the pathologists call an attack of emotional insanity. 
But we all have our amiable little weaknesses, and none ot 
us who like and admire Mr. Corder-and I have always 
bken one of these-would look with any but an indulgent 
eye on this little weakness of his. So I listened admiringly 
to the end of the song. Just before the finish one or two 
phrases used by Mr. Corder seemed to have a familiar ring 
for me. In another moment the dread truth dawned on me: 
Mr. Corder was quoting me, and the whole of this 
performance that I had been enjoying so much was a protest 
against my advice to a certain young composer, which 
advice Mr. Corder finds 'not particularly helpful' ! 

Then did the cup of my anguish overflow. 'What,' I 
said to myself in the bitterness of my spirit, ' What is the use 
of my writing twelve columns or so to make it clear what 
I mean, if the only result of it all is to make Mr. Corder 
think I mean just the opposite? What is the use of being 
a black-hearted, blood-stained cynic if you are merely to be 
mistaken for an idealist dealing out the wrong prescription ?' 
'Helpful' to the Minor Composer! Mon chapeau! 
Where did I say I wanted to be helpful to him ? The whole 
subject of my open letter was to discourage him ! (As 
Richter said to the young man who told him he had written a 
lot of music-' Ees eet nezezzary?') I go to the trouble 
and expense of putting a brass plate on my door with the 
words-' Professor of Infanticide; Undesired and Undesirable 
Infants Executed with Promptitude and Despatch' ; and lo ! 
an agitated professional accoucheur comes along and tells me, 
with tears in his kindly eyes, that strychnine isn't nearly 
such a helpful diet for babies as milk ! But I am not in the 
milk business at present; I used to be, but I gave it up 
some time ago. I am in the strychnine business now. 
But why need Mr. Corder and I quarrel? Can't we work 
together? So long as he can gratify his humanitarian 
instincts by bringing superfluous infants into the world, and 
I can gratify my homicidal instincts by helping other critics 
('expert coffin trimmers,' as I saw them styled in an 
American cinema picture the other day) to put them out of 
it, can't we both be happy? 

Mr. Turner's letter on the subject of consecutive fifths is a 
gallant effort to put a good face on a bad job, but I am afraid 
it will not do much to help that earnest young composer to 
whom my open letter was addressed. The problem is, how 
to know legitimate consecutive fifths from illegitimate ones. 
The late Dr. Prout lays it down, for example, that 'consecu- 
tive fifths by simultaneous motion are not allowed between 
any two parts.' That is categorical enough. Equally 
categorical is the practice of composers, great and little, 
who as Dr. Prout proceeds to show by quotations from 
Beethoven, Haydn, and Kullak, use consecutive perfect 
fifths by simultaneous motion between any two parts just 
when it suits them to do so. 

How does Dr. Prout attempt to get out of this difficulty ? 
'These examples,' he says, 'are not for the student's 
imitation; experience is required to understand when they 
may be properly introduced; but it is needful to mention 
them here for the sake of completeness. By beginners the 
prohibition of consecutive fifths must be strictly attended to.' 
Why, in the name of reason, if such a sequence occurs to 
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the student as one of those quoted by Dr. Prout, should he 
cut out the fifths ? If they sound well when a Kullak puts 
them on paper, how can they sound ill when put on paper 
by a young student who may have better music in him at 
sixteen than a Kullak at sixty? ' Experience,' says the 
pedagogue, ' is required to understand when they may be 
properly introduced.' Nothing of the kind. The only 
thing that makes any sensible musician think well or ill of 
consecutive fifths is how they sound-whether they talk 
sense or nonsense; and a student with a natural gift for 
talking sense in music might use fifths in a rational way 
from the beginning. What excuse would the pedagogue 
have for striking them out? If I had gone to Dr. Prout 
with an exercise containing the following passage it would 
have been blue-pencilled till it was hardly recognisable: 
Ex. z. 

It 
i -~ P 

Yet this is not an 'inexperienced' student's exercise; it 
is a quotation from Ravel's Sonatina, and as delicious a 
passage as anyone could wish to hear. Why is it all right, 
in spite of the text-books ? Simply because it sounds all 
right-i.e., it talks sense. And that is the point of my 
complaint against the text-books and the professors: they 
cannot, or will not, see that a young student with the root 
of the matter in him may intuitively have that 'experience' 
which Dr. Prout says is the only sure guide as to when to 
write consecutive fifths and when not to. 'Experience' 
simply means good taste, a sure sense of fitness; and while 
some men have this from their birth, no teaching can give it 
to others. Consecutive fifths, like everything else, must be 
judged by their results. The pedagogical talk about the 
'experience' of the 'great masters' is fudge. If the 
consecutive fifths sound all right, it does not matter in 
the least whether they were written by a man of fifty or 
a boy of fifteen, by John Sebastian of Leipsic or 
John Willie of Liverpool. My original point was that 
no 'rules,' no teacher, can give the requisite taste, the 
requisite sense of fitness, to a student who has not already 
got it by the grace of God. 

Mr. Turner's attempted defence of teaching on this 
subject is, I venture to say, no defence at all. 'Bare 
consecutive fifths,' he says, 'certainly sound objectionable 
in diatonic part-writing.' The answer to that is simply, 
' They don't always.' It all depends on the idea that they 
are meant to express. Except to a pedant on the hunt for 
infractions of' rules,' there is nothing in the least objectionable 
in the following passage of Beethoven : 

Ex. 
2._ 7 - - - 

- -t 

Or this from Borodin's song, 'The sea queen' (Mr. Turner 
may say, of course, that here the writing is not wholly 
diatonic, but the general oesthetic problem is independent of 
considerations of this kind): 
Ex. 3. 

Ssemere legato. 9 
- 

_ 
_ .-_ 

-- _ 

_ 

-_.-ttL'i -2-- ' ka ;-. 
.. =--i=- 

=e 
e 

But when do Mr. Turner and his teachers permit 
consecutive fifths as unobjectionable? 'Whenever the 
progressions in the other part become exciting,' because then 
' attention is distracted from the fifths.' But in the passage 
I have just quoted from Borodin, as in a hundred others that 
might be quoted, the composer has not the least desire that 
our attention should be ' distracted' from his fifths. On the 
contrary, he wants us to be fully conscious of them, for it is 
on them that the charm of the passage depends. And in 
these passages from the 'Pelleas' prelude of Debussy, where 
the fifths are as right as right can be, Mr. Turner must be 
made of very inflammable stuff indeed if he can get ' excited' 
over what is going on : 

I 
=----. -------I --J----L-I--T-----V 

Ex. 4.  - 

PP1 I &c. 

On the other hand, I shall be happy to write for 
Mr. Turner, if he would like me to do so, some passages 
containing any number of distracting things, but the fifths 
will not on that account be interesting or even tolerable. 

No, it is as I said ; the 'rule' is a tyrant to little boys and 
girls, but hasn't a word to say for itself when a man kicks it 
out of the house. I can, however, give Mr. Turner a quite 
infallible test for knowing good consecutive fifths from bad 
ones. (As a rule I send this information only in return for 
twelve postage stamps; but I will give it free to Mr. Turner 
on condition that he doesn't tell anyone else.) It is a rule 
that I have discovered after years of research and fakir-like 
meditation. It runs thus-Consecutive fifths are right when 
the composer meant them, and wrong when he didn't. If a 
student accidentally wrote such a passage as the following, 
for example: 

La- 
Ex. 5. 

his teacher would pounce on him in a minute. It would be 
obviously wrong. But as Elgar has intentionally written it 
in his 'Carillon,' it is all right. 

ERNEST NEWMAN. 

CROATIAN MUSIC. 

TO THE EDITOR OF 'THE MUSICAL TIMES.' 

SIR,-The late Abbe Liszt, in his well-known book 
'Des Bohimiens et de leur musique en Hongrie,' has 
made the bold statement that there was no such thing as a 
Hungarian national music, but only a music of gipsies. A 
writer in the October number of the Edinburgh Review, 
however, has gone several steps further, and made the still 
bolder assertion that all the music the world has been made 
familiar with under the name of 'Hungarian' is really 
Croatian, for the so-called Hungarian melodies and 
folk-songs are, generally speaking, Slavonic-Croatian in 
origin, and have merely been altered-not for the better-by 
Magyar plagiarists. The Magyars, we are told, have robbed 
Croatia, among other things, of her artistic reputation. 
Even Brahms and Liszt were not above pilfering from the 

This content downloaded from 192.236.36.29 on Sat, 31 Oct 2015 09:42:55 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


96 THE MUSICAL TIMES.-FEBRUARY I, 1915- 

Southern Slavonic music, and Lehar has founded one of his 
best works-' Der Rastelbinder'-on Southern Slavonic airs. 
The gipsies of Hungary, popularly regarded as the guardians 
of Magyar music, have probably (?) most largely plundered 
from the Croatian folk-melodies and dances. Thus far the 
Edinburgh Reviewer, many passages in whose contribution 
show only too clearly that he is one of those authors who 
cannot write even about music, folk-lore-or, in fact, about 
anything-without dragging in current politics. 

To begin with, let us dismiss from the case, as lawyers 
would say, the three composers cited by him. Liszt, although 
born in a neighbourhood the population of which is thickly 
intermingled with Croatians, evidently did not know of the 
Croatian origin of the Hungarian folk-melodies as played by 
Magyar gipsies, or he would have assigned them to their 
real owners; and we know where Brahms obtained his 
knowledge of Hungarian music. Any biography of this 
composer will tell us that it was Ede Remenyi-who, by the 
way, was not a gipsy violinist as some English writers will 
have it-who made him familiar with the melodies upon 
which his 'Hungarian Dances' were founded. Reminyi 
knew some of the original composers of these melodies, and 
they were certainly not Croatians. On the other hand, he 
informed the interviewer from the New York Heralad 
(January 18, 1879) that Piece No. 5 in Brahms's collection 
was a Slavonic dancing air. And as regards Lehair, the 
Edinburgh Reviewer evidently does not know that a 
Rastelbinder is a Slovik wandering mender of broken pots, 
and that the first part of the operetta is taking place in a 
small village near Trencseny in Upper Hungary, right in the 
midst of a Slavonic population. To give the play a local 
colour, Lehbir was of course obliged to introduce Slavonic 
music, and to brand him for this as an associate of pilferers 
is as reasonable as to blame Sullivan for introducing Japanese 
music into his ' Mikado.' 

Those of your readers who are interested in the controversy 
raised by Liszt should read the pamphlet issued against 
his book by, say, August von Adelburg, a writer, well 
known in his day, on Russian subjects. 

Haydn, according to our Reviewer, was evidently not a 
pilferer but a Croatian, and his famous national hymn of 
Austria is neither more nor less than a drinking song of his 
own country people, a song especially sung by the Slavs 
round about Bistritz, wherever that may be. There are 
several places of that name in other parts of Hungary, but 
all far away from the region where Haydn had acted as 
Prince Eszterh~zy's Kapellmeister in the very centre of 
Croation colonies. Most of your readers will remember 
Dr. W. H. Hadow's book on this subject, which was 
published in London in 1897 under the title of 'A Croatian 
Composer,' in which the author tries to prove his point. 
But Haydn was commissioned to set the Austrian National 
Anthem in 1797, and it was only about eighty years 
afterwards that Dr. Kuhaic, of 

Zaigr.ib 
(Agram), set to work to 

collect and publish his great collection of South Slavonic 
melodies. In 188o, the year before the last part of these 
appeared, he issued a special pamphlet on Haydn's relation 
to these tunes which was translated for, and issued by, 
Dr. Hadow in English. But there is not the slightest 
doubt that Haydn was of German nationality, and the 
drinking song may be a faint echo of the anthem and not 
vice vei-sd. Dr. Hadow airily brushes aside the resemblance 
of Telemann's ' Rondo' to Haydn's tune as nothing more 
than ' fortuitous' or as probably being referable to the same 
source, although the composer of the Rondo belonged to 
Hamburg, and we have no record of his ever having 
come in contact with Croatians unless they were the 
descendants of the notorious Trenck's whiskered pandurs. 
Such fortuitous resemblances, of course, can be found. 
Thus, for instance, the present writer heard in 1912, a gang 
of coolies, pushing a heavy railway wagon in Bombay docks, 
singing a tune which he had heard about thirty-five years 
before in Hungary, the words of the latter song being 
supposed to be a dialogue between an old Magyar gipsy 
woman and her love-sick daughter. 

When attempting to decide whether a song is of 
Hungarian or Croatian origin, one must not lose sight of the 
fact that in the long wars against their common foe, the 
Turk, the two nationalities fought side by side for centuries, 
and that it is somewhat difficult to settle to-day the true 
ownership of a tune. 

The Edinburgh Reviewer further complains that little is 
known about Croatian music outside its own native country. 
Whose fault is that ? Partly, we are told, of the old native 
composers, who unpatriotically have sunk their nationality 
in that of more powerful nations. Such things will 
happen, as we know, even in the British Isles, where native 
composers will publish dance music under assumed Polish 
names. We have also the authority of the Hungarian writer 
who wrote the preface to Adelung's pamphlet, that he knew 
of dozens of Magyar composers who had handed their 
compositions to gipsy bands, who then presented them to 
the public as their own works. 

Both Hadow and the Edinburgh Reviewer (the 
Right Hon. W. F. Bailey) mention the fact that a school of 
Croatian music was founded at Zigrab under the direction of 
the most famous national musicians, and in 1846 the modern 
school suddenly awakened to the realisation of the beauty of 
Vatroslav Lisinski's Croatian opera ' Ljubovi Zlova.' Who 
were those most famous national musicians ? The Western 
world does not know them, and even Lisinski's opera cannot 
be found in the British Museum Library; it is mentioned 
in Felix Clement and Pierre Larousse's ' Dictionnaire des 
Operas' (Paris, n. d.). 

The Edinburgh Reviewer mentions other causes which 
have prevented Croatian music from becoming known in 
Western Europe. True Croatian music, we are told, is 
scarcely ever heard in its original purity and perfection 
beyond the frontiers of its native country-(is it heard at all ?) 
-and there is considerable difficulty about transmitting this 
Slav music to paper exactly as it is sung or played, for it is 
based generally 'on ancient modes,' and the intervals cannot 
easily be modified by the truly musical ear (?); while again 
it possesses notes which it is impossible to reproduce in our 
notation. Consequently, without an intimate knowledge of 
the ancient modes, Cr6at-Slavonic melodies cannot be 
harmonized. Nil desperandum ! Have not Liszt, Brahms, 
Lehdir, and the Hungarian gipsies managed to accomplish 
something in that direction ? All that is required now is to 
send red Croatian bands to Western Europe to oust the 
blue Hungarian bands and make us familiar with their native 
music in its original purity. Gramophone records also would 
be welcome, as they could prepare the way until we received 
the real article. In the meantime we shall have to content 
ourselves with the weak efforts in Dr. Hadow's book and 
with the Edinburgh Reviewer's wholly unsupported 
statements.--Yours faithfully, 

LEWIS L. KROPF. 
Wandsworth Common. 

MUSIC AND NATIONALISM. 

TO THE EDITOR OF 'THE MUSICAL TIMES.' 

SIR,-In your issue of January I, Mr. Ernest Newman 
quotes a short letter I wrote to the Nation some time ago 
by way of protest against some of his views on musical 
nationalism. In this letter I suggested that Stravinsky, 
originally strongly 'nationalist,' as in ' L'Oiseau de Feu 'and 
'PPtrouchka,' had not been improved by the cosmopolitan 
influences noticeable in his later works, 'Le Sacre du 
Printemps' and 'Le Rossignol.' 

Mr. Newman now tries to annihilate me by quoting 
Mr. Calvocoressi's statement that' Stravinsky, . . . Russian 
born and Russian in spirit, . . . is one of the youngest but 
also the best representatives of the actual Russian school.' 
But I should like to ask Mr. Newman in return whether 
Mr. Calvocoressi said this before or after 'Le Sacre du 
Printemps' and 'Le Rossignol' were written. I am writing 
away from books of reference during a few minutes snatched 
from work of quite another character, but I am very strongly 
of the opinion that Mr. Calvocoressi wrote thus of the early, 
not the late, Stravinsky. If so, Mr. Newman is quite 
unjustified in trying to make us, so to speak, cancel each 
other out. 

FRANCIS TOYE. 
London, January 7, 1914. 

(Continued onh page Io3.) 
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